THE MEDICAL COURSE OF DONIZETII'S NEUROSYPHILIS
Modern antibiotics, which can successfully treat syphilis, did not exist in Donizetti's day. If untreated, the disease progresses through a primary, secondary, latent, and tertiary stage. In the primary stage, two to four weeks after infection, an ulcer appears at the site of infection. During the secondary stage, two to four weeks after the primary stage, the patient develops multiple skin eruptions, fever, malaise, and enlarged lymph nodes. In the latent stage, which may last for many years, a patient is often asymptomatic. In the tertiary stage, many years after the primary infection, the patient develops serious complications from the disease. About 2-8 percent (like Donizetti) suffer from serious, irreversible, central nervous system (CNS) disease [1] .
Tertiary syphilis involving the CNS was one of the most feared and destructive forms of the disease in the nineteenth century. Although invasion of the CNS occurred very early in the course of the disease, CNS symptoms generally began 5-35 years after infection. Clinical symptoms characteristic of untreated CNS tertiary syphilis can wax and wane or can be permanent and slowly progressive [2] .
Although one can never know exactly when Donizetti contracted syphilis, some scholars think it may have been shortly before his marriage on June 1, 1828, to Virginia Vasselli [3: p. 571. She would die nine years later, at age 28, after having given birth to three premature infants who lived between one hour and 13 days [3: pp. 55-56,107,121]. The first, a boy born at seven months on July 29, 1829, was deformed ("a very broad vein ... ran from one ear to the other across the top of his skull") and suffered from convulsions [4: letter 51, p. 269].
Up to the time of his success with Lucia di Lammennoor in 1835, Donizetti had described suffering from fevers, severe headaches, convulsions, and gastrointestinal problems, all of which are symptoms of CNS syphilis [1, 2] . Donizetti is the victim of a chronic infection of the great nervous centers, that this infection occupies principally some points in the pia mater and the surface matter of the brain, that it has been complicated by moments of congestion of the blood capillaries, complicated by serous infiltration of the cellular plexus of the meninges, and that, finally, it tends to diminish the stability of the nervous pulp.... They believe that M. Donizetti no longer is capable of calculating sanely the significance of his decisions.... Summing up, they believe that M. Donizetti should be placed for the present in an establishment designed for the treatment of mental alienations" [5: pp. 244-247]. They recommended the clinic owned by Dr. Mitvie in Ivry, which was run by Dr. Jacques-Joseph Moreau de Tours (1808-1884).
By one of those cruel tricks that well-meaning but misguided people sometimes use when they think they are "helping" someone whose mental status is compromised, Dr. Ricord, Donizetti's nephew Andrea, and Donizetti's manservant did not tell the composer that they were taking him to a mental institution. Instead, they made him think that they were accompanying him to Vienna, where he was due in mid-January as a court composer. When they reached the mental clinic in Ivry, they lied. They told Donizetti that his carriage had broken down and that they had to stay in a hotel while it was being repaired. Then they locked him up [5: p. 247] .
When Donizetti could no longer be duped into believing that his carriage had broken down, Dr. Moreau de Tours, the asylum's director, told him that his manservant had been involved in a robbery and that it was being investigated by the police. Becoming more confused and realizing that he was locked up, Donizetti thought that he himself was under arrest. At this time he wrote some distressfuland distressing-letters. For, although the composer was clearly incapacitated by his neurobiological disease, still-like Anna Bolena in his opera-he was also pathetically and intermittently aware of what was going on around him. His letters speak tragically for themselves: "Pity; pity! They've arrested me; why?-My servant, it seems ... During Donizetti's incarceration in the mental asylum in Ivry, his mental and physical condition deteriorated. On April 7, 1846, two doctors declared him "in a state of insanity ... and general paralysis" [5: p. 251]. Finally, he was discharged in June 1847, after having been confined almost 17 months. He was taken to Paris and, finally, to Bergamo, Italy, where he was cared for, at a villa owned by Countess Rosa Basoni, from October 6, 1847, until his death on April 8, 1848. For a long time the composer had been psychotic, paralyzed, speechless, emaciated, and unable to swallow; he had also suffered from fevers, profuse sweats, incontinence, muscle contractions, and convulsions. Here is a brief summary of the autopsy report of April 11, 1848, performed in Bergamo. The composer's head revealed that the lateral and fourth ventricles were dilated by a serous effusion; there was about one ounce of liquid in the hollow of the arachnoid and a diffuse venous infusion of the meninges; the pia mater was deeply infiltrated and adherent to the substance of the brain. The spinal cord was infiltrated with blood; the spinal cavity showed an internal infiltration of the dura mater from the fifth dorsal vertebra to the second lumbar; and the dura mater in this portion appeared faintly reddish [5: pp. 288-289] .
One can hypothesize that Donizetti's neurobiological illness, which led to his psychosis and death, may have had an influence on his ability to create the powerful and unforgettable scenes of psychosis in his operas.
ANNA BOLENA AND THE HISTORICAL ANNE BOLEYN
Inspired by the life of Anne Boleyn, Anna Bolena was Donizetti's twenty-ninth opera and his first to achieve international acclaim. The Queen of England's mad scene has some historical basis.
No one knows exactly when Henry VIII became enamored of Anne Boleyn (1507?-1536), but it is known that, before she became Henry VIII's second wife, she had been romantically involved with Henry Percy (1501?-1537), the earl of Northumberland's oldest son. Their liaison had been broken up by their fathers and the king [6, 7, 8] .
On January 25, 1533, when Anne Boleyn was already pregnant with the future Queen Elizabeth I, she was married to Henry VIII. Some three years later, after having failed to produce a male heir, she would be beheaded at her husband's order.
On May 2, 1536, Anne Boleyn was taken to the Tower of London and charged with treason and "illicit intercourse" with her brother George, Lord Rochford; Mark Smeton, a "groom of the privy chamber," an organist and "singer"; and three other men [6: The opera's poignant, passionate closing, in which Anne wavers into and out of psychosis, takes place in the Tower of London. We first learn about Anne's aberrant behavior from her ladies-in-waiting, who sympathetically describe her abruptly altering states reflecting "her delirium" and "her pain"3 [9: pp. 279-282].
The moment that Anne Boleyn comes on stage, it is evident that she is psychotic. So detached from reality are her opening words that they evoke pity, pathos, and a sense of horror. For, although she is waiting to be beheaded, she asks her ladies-inwaiting why they are weeping because, she says, this is her "wedding day" and the king is "waiting for" her.
Suddenly, a terrified Anne hallucinates Percy's presence, but her mood alters when she thinks that he is smiling. Thereupon, gliding into lyrical recollections of how Percy and she had once promised to love one another, she sings a mellifluous song about her past ("Al dolce guidami"). Her lilting lyricism here masks the horror of her real situation, as well as the fact that she is hallucinating. [9: pp. 290-291] reveals that she is aware of the irony: she has regained her mind only to grasp the horror of her real situation.
Anne's bitter burst of sanity does not endure, for soon she asks Smeton who broke his harp's strings: Smeton's harp, however, is present only in her demented mind. Thus, she continues to waver between reality and unreality, snatches of sanity and of psychosis.
These real and unreal thoughts lead Anne to a wrenchingly beautiful lyric, "Cielo, a' miei lunghi spasimi," which is all the more poignant because its melody is a variation of "Home, Sweet Home": 3A11 translations of Donizetti's operas and letters used in this article are by Enid Peschel.
Heaven, from my long agonies let me at last be released, and let these final heartbeats be filled with hope at least [9: pp. 294-295].
All at once, at the sound of cannon and bells, Anne is jolted to bitter consciousness again. When she asks what is happening, she is told that crowds are acclaiming their new queen. Searingly lucid, she proclaims: "To complete the crime, the only thing missing / is Anne's blood, / and it will be spilled" [9: pp. 299-300].
Anne's closing cabaletta, "Coppia iniqua" ("Wicked couple")-sung "with intensity" (con forza)-is her willed attempt to pardon her husband and his third wife, Jane Seymour. Yet this breathtaking cabaletta is also Anne's ambivalent, passionate, pitiful-and angry-plea for vengeance. Here, Anne is at once forgiving and unforgiving, desperate and hopeful, irrational and rational. Although she claims that she is "not invoking the utmost vengeance" on the "wicked couple," she is clearly attacking Henry VIII and Jane Seymour when she calls them "Wicked couple." In fact, she is turning Henry VIII's language against him because she uses the same epithet-"Coppia iniqua!"-that Henry had used for Percy and herself, when Percy had told Henry VIII that he and Anne had been married ("Sposi") before she had become queen [9: pp. 226-227, 236]. Furthermore, Anne's use of the word "vengeance" three times in the closing moments of the opera reveals that she is thinking about it, passionately. Thus, throughout "Coppia iniqua," Anne's ambivalent words and fiery music with its ascending, spiraling trills and vocal pyrotechnics dramatize her anger, agitation, longing-and inability-to suppress her rage. As Philip Gosset has noted: Anne's "words tell us that she will not cry for revenge in the hour of her death; her music ... with its melodic line soaring and swooping from one register to another. . . belies them" [10: p. 32] .
Wavering between the fantasies of her deranged brain and bursts of insight, Anne Boleyn exemplifies the fragility of the human mind: now shattered, now imbued with scorching insights, and, sometimes, both psychotic and insightful simultaneously.
In Anna Bolena, Donizetti has created a compelling musical dramatization of a mind fragmented by mental derangement. Some 16 years after this opera, with its unnerving prison mad scene, Donizetti would be floundering in a similarly unbalanced state when he was locked up against his will-not in jail-but in a mental institution in Ivry, France.
LUCL4 DI LAMMERMOOR
Composed five years and 16 operas after Anna Bolena, Lucia di Lammermoorinspired by Sir Walter Scott's novel, The Bride of Lammermoor-established Donizetti "as the most eagerly sought-for living Italian [opera composer] ... for the rest of his active life" [5: p. 111]. The principals of Lucia are the vulnerable, romantic Lucia Ashton, who is given to hallucinations, and the proud, impoverished Edgardo, Master of Ravenswood. The other important characters are Enrico, Lucia's selfserving brother, and Raimondo Bide-the-Bent, the chaplain who convinces Lucia to break her secret engagement to Edgardo and to marry Arturo Bucklaw, the man her brother has selected for political reasons.
The audience first sees the strange, impassioned Lucia at the fountain in the woods, where Edgardo has asked her to meet him. A rippling harp solo creates the eerie atmosphere. When Lucia enters, her chaperon Alisa asks her why she is so "terrified" [11: p. 31]. Lucia now reveals that she hallucinates: at this fountain, she once saw the "ghost" of the girl slain by a Lord of Ravenswood [11: p. 32]. In "Regnava nel silenzio," she describes her visual and auditory hallucinations, evoking fear, blood, pain, and the ghost:
Darkness reigned in silence at the dead of night, a moonbeam struck the fountain with a pallid, dismal light, when a low moaning became audible in the breeze, and here, here, on the brink you see, the ghost appeared to me, Ah! I saw the ghost moving its lips like someone who is speaking, and, with its inanimate hand, it seemed to beckon me. It stood motionless for a moment, then vanished rapidly, and the water that had been so clear before turned red and bloody [11: pp. 32-35]. Trying to bring Lucia back to reality, Alisa begs her to give up her "tremendous/ dreadful" (tremendo) love [11: pp. 35-36] for another member of the Ravenswood family. But declaring that Edgardo is the sole comfort in her dreary life, and as though oblivious to the terrors and blood-tinged hallucinations she has just described, Lucia bursts into a rapturous song ("Quando rapito in estasi") that describes the "ecstasy" she feels whenever Edgardo is near [11: pp. 36-38] . Alisa again advises her to stop meeting Edgardo. Blithely interrupting, Lucia repeats her ecstatic "Quando rapito in estasi," embroidering it now with extra trills and thrilling vocal embellishments. Nothing, it seems, can stop her.
Soon afterward, Edgardo arrives, tells Lucia that he must leave Scotland before dawn, and asks her to "swear" to be his ever-faithful wife. They exchange rings, pronounce "I am your husband," "I am your wife," and fervently call on "love" and "heaven" to witness their sacred vows [11: pp. 49-51] .
This scene at the fountain, Lucia's first in the opera, is a prelude to-and a preparation for-her more famous "mad" scene, which is her last. We have already noted her tendency to hallucinate and to confuse fantasy with reality. In her final scene, she will hallucinate continually. At the fountain, Lucia and Edgardo say that they are man and wife; in the "mad" scene, a psychotic Lucia will enact the marriage rite with an invisible Edgardo.
When Act II opens, Enrico has invited guests to his castle to celebrate Lucia's marriage to Arturo Bucklaw, even though Lucia has not consented to that union. To force her to comply, Enrico had showed her a forged letter that made her believe that Edgardo loves another woman. Enrico had also threatened that, if she did not marry Arturo, whose political alliance he needs, the executioner's axe would fall on his neck and he would haunt her as an "angry menacing ghost" [11: p. 76 ]. To Lucia, who had hallucinated the girl's ghost bloodying the fountain waters, Enrico's words are potent weapons. Enrico had also used the chaplain Raimondo to convince Lucia to marry the man her brother had chosen.
In the castle's great hall, Enrico forces Lucia to sign the deed of marriage to Arturo. An instant later, Edgardo bursts in. Lucia says that heaven and earth have betrayed her, yet she cannot even weep. Hurt and enraged, Arturo is forced to leave.
Lucia's stunning "mad" scene (Act III, Scene 2) is the climax of the opera. Before Lucia appears, a pale, frightened Raimondo announces that "a grave event" has taken place and, in a bass voice, describes what he has witnessed in her rooms.
From When an irate Enrico storms in, Lucia remains oblivious, conversing with her hallucination of Edgardo. Suddenly, thinking that Edgardo is cursing her, she begs him not to be angry; after all, she says, she only signed the marriage deed because she was the "victim of a brother's cruelty" [11: pp. 201-203] Lucia faints, and this overwhelming scene ends. In the next scene, which is the opera's last, Edgardo learns that Lucia has died and he commits suicide.
In Lucia's "mad" scene, as in the gripping scene of mental derangement in Anna Bolena, Donizetti has made his indelible mark in the history of opera by portraying in musical, physical, psychological, biological, and dramatic terms the devastating effects of psychosis on a human being.
CONCLUSION
In Anna Bolena and Lucia di Lammermoor, Donizetti has created two of the most powerful scenes of mental derangement in all opera. Through his melodies and drama, he allows us to see, hear, and, as it were, enter for a while into the tormented body and mind of a human being devastated by psychosis. In these masterworks, he portrays the manner in which a person whose brain is malfunctioning may at moments exhibit searing bursts of insight, which neither endure nor bring the person fully back to reality. Thus, Donizetti's operas dramatize the discontinuity experienced by one who is in the throes of psychosis. Perhaps because of the composer's sensitivities and his own neurobiological illness, he may have been particularly attuned to know, understand, and translate into melody the disorganization, delirium, and torment of severe mental illness.
For physicians and humanists, knowing about Donizetti's brain disease can add a deeper dimension to the pain and reality of mental disorder that he portrayed in his operas-and to the pain and reality of mental derangement that we can see in life, if we choose to look. So often, however, even highly educated and otherwise sensitive members of our society shun, are frightened by, oblivious to, or scornful and mocking of, our fellow human beings afflicted with severe mental derangement. A glance at the homeless mentally ill testifies to how little our society understands, or cares about, people suffering from psychosis due to serious chronic brain diseases, including schizophrenia, bipolar and unipolar disorders, and the like.
Thinking about Donizetti's CNS disease in relation to his operatic depictions of psychosis can help us to comprehend the real pain and suffering of human beings trapped in the prison of a brain subjected to the devastation of psychosis. Perhaps nothing summarizes this state better than the words from Anna Bolena uttered by Anne Boleyn's ladies-in-waiting commenting on "her delirium" and "her pain":
Who 
